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Preface 


This is the first in a projected series of three books intended to present a method of study 
covering the essential elements of contemporary violin technique. Scales and arpeggios in 
single stops (Part I) are integrated in an entirely new way with a system of bowing and rhythm 
patterns* (Part II). By application to the exercises, the patterns are designed to help the student 
derive greater and quicker benefit from his scale and arpeggio practice. 

Since technical mastery depends more upon control of mind over muscle than upon mere agility 
of fingers, the direct way to such mastery lies through working procedures which present a 
constant challenge to the student's thinking processes. For this reason new problems must 
always be faced and solved. To provide such new problems in almost inexhaustible supply is 
the chief purpose of these patterns. 

The patterns are in two categories: Bowings (designated byH) and Rhythms (designated by R). 
Each category is divided into sections, codedSi to B16 for bowings, and R1 to R16 for rhythms. 
The numbers indicate the number of notes in each pattern. For example, the following bowing 
pattern ."v is regarded as a two-note pattern, being made up of two-note components 

and is therefore listed under B2, The design •"T". • •"T'» i is a four-note pattern and 
appears under B4. 

The same principie applies to the Rhythms. The following example J. 2 J. • j. 3 derives from 
the two-note rhythmical figure n . Accordingly it is referred to as a two-note rhythm pattern 
and ís listed under R2. The figure jtj itj is a three-note pattern ( R3 ). The figure 

a e 

j nmjw is a twelve-note pattern ( R12 ). 

All three-note patterns can be applied to any exercise employing groups of three notes or any 
of their múltiples. In an eight-note exercise, all patterns of B1,B2,B4 and-BScan becombined 
with all patterns of Rl, R2 , R4 and R8, In twelve-note exercises, all B and R patterns of 1, 2, 
3, 4, 6 and 12 can be combined. This versatility of application permits a single pattern to be 
used for several different exercises. Innumerable combinations of B and R patterns can be 
utilized, as well. 

The following illustrations derived from Chapter 3, Part I, will demónstrate the method of 
combining the exercises with the patterns. The applicable patterns are: 

Bl, B2, B3, B4, B6 and B12 
Rl, R2, R3, R4, R6 and R12 

First Primary pattern: \ J J“7 - J J“7”] II 


Example of exercise: 





0 

Application of its first primary pattern: -ffi—3 

i 

51 

□ 

n 




*The guiding idea of this integration is explained in Ivan Galamian’s book, Principies of Violin Playing 
and Teaching, Prentice-Hall, Inc., Englewood Cliffs, New Jersey, 1962. 
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Application of B3, 2) i with first primary pattern: 


Application of R2, 1) a) détaché, b) legato 


Combined withJ33, 2) #n> i and R2, 1) J73 

3 6 

Combined with B4, 3) •"T'* • and R12, 8) J <TJ JT] JJJJ55 


At the head of each chapter in Part I B and R code numbers are listed to indicate the applicable 
patterns. Primary patterns in which the exercise should first be practiced are also given. 

To facilitate the use of various bowings, rhythms and their combinations, all note-heads in the 
exercises are printed without stems. Bowing patterns are shown by note-heads which do not 
indicate any specific time valué, meter or rhythm. Rhythm patterns are presented without any 
indications for specific bowings. 

Wherever two different fingerings are given (one above and one below the notes) both are to be 
practiced. Other fingerings should also be devised. In some exercises in Chapters 10-12 of 
Part I the use of "creeping" fingering is suggested. This technique is briefly explained in 
Chapter 10. 

The teacher will be the best judge of which bowings, rhythms and their combinations will most 
usefully serve the needs of each student. It is suggested that the patterns be utilizedin a diver - 
sified fashion and that the rhythms and bowings be employed in constantly changing combinations 
to stimulate continuous interest. Chapters 3, 4 and 7 of Part I contain particularly important 
material for such treatment. 

Wehope this approach tothe problems of contemporary violin technique will provide interesting 
and profitable results for both teacher and student. 
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Table of Symbols 


Symbol 
I, II, III, etc. 
G, D, A, E 
D- 



2 

J 


Definition 

lst, 2nd, 3rd Position, etc. 
Strings 

Stay on the same string 

Continué with the same finger 

Reach up 

Reach down 

Keep finger down 

Remain in position 



Scales in One Position 


Groups of eight notes. PATTERNS: Bl, B2, B4, Bti, (Bló) 

Rl, R2, R4, R8, (Rió) 

Primary Patterns: 

i rrn /rnirm 


Practice this exercise in all the major and minor keys. * 
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Scales on One String 


Groups of twelve notes. PATTERNS: Bl, B2, Bl, B4, Bó, B12 

Rl, R2, R3, R4, Ró, Rl2 


Primary Patterns: 

í .rtj rh rh jtj iii n§ ii 


Practice this exercise on all four strings in all the major and minor keys. 


ONE-FINGER SCALES 





TWO-FINGER SCALES 
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Three-Octave Scales 


Groups of twelve notes. PATTERNS: Bl, B2, B3, B4, Bf>, B12 

Rl, R2, R3, R4, Ró, R12 


Primary Patterns: 


í . 1 . rh rh r h ni J T7mfnT T}\\ 


In addition to these patterns, practice all three-octave scales with the Acceleration Exercise 
as shown in the following example. In playing it make sure that the valué of the quarter note 
remains the same throughout. Choose a slow tempo at first( J =50-60), then gradually increase 
it. The exercise may also be practiced in reverse as a Retardation Exercise by starting at the 
end with the thirty-second notes and finishing with the eighth notes. 
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Scales of Varied Length 
and Different Groups of Notes 

Practice these scales in all the major and minor keys. 

Groups of five notes. PATTERNS: Bl, B5 

Rl, R5 

Primary Patterns: 

§ njr i ni ii 






w 


*Whenever thetwo highest notes of these scales form a half-step , they wül hest beplayed by the samefinger. 
Example: 

8--i 
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Groups of nine notes. PATTERNS: Bl, B 3, B'J 

Rl, R3, R'J 


Primary Patterns: 


4 4 


j J 


é # é * 0 II éJdmmJééé 


3 3 3 3 3 3 
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Four-Octave Scales 


Primary Patterns: 


Groups of eight notes. PATTERNS: Bl, B2, B4, Bti 

Rl, R2, R4, Rs 
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Arpeggios ín One Position 

Groups of twelve notes. PATTERNS: Bl, B2, B3, B4, Bó, B12 

Rl, R2, R3, R4, R6, R12 

Primary Patterns: 

i rh jTj jTJ JTj II! nTHTHJTfi l§ JTTTRJTTTfi 



3 


3 ~ -p- 1 




4 2 4 






0 n 



’K 4 



Stay in second position and reach back with the first finger . 
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Groups of sixteen notes. PATTERNS: Bl, B2, B4, Bti, B16 

Rl, R2, R4, Rfi, R16 

Primary Pattern: 

4 J J é J Jé 00 00 J J JTJ J J II 
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Three-Octave Arpeggios 

Groups of nine notes. PATTERNS: Bl, Bl, B9 

Rl, R3, R9 

Primar y Pattems: 

ijTimm iie rnm:h\mm7f 
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Four-Octave Arpeggios 

Groups of twelve notes. PATTERNS: Bl, B2, B3, B4, B6, B12 

Rl, R2, R3, R4, R6, R12 

Primar y Patterns: 

i riirhrhmn rmnarm «e rnmrnw 
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9 

Arpeggios on One String 


Groups of twelve notes. PATTERNS: Bl, B2, B3, B4, B6, B12 

Rl, R2, R3, R4, Ró, R12 

Primary Patterns: 

i r nrhrhí T) m mmm }ni mnmx n 11 

Written for the G-string, the exercises in this section are tobe practicedon all four strings. 
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Groups of eight notes. PATTERNS: Bl, B2, B4, BU, (B16) 

Rl, R2, R4, Rs, (Rió) 

Primary Patterns: 

í rm rm ii jmjmmm « 







DOMINANT SEVENTHS 


Groups of eight notes. PATTERNS: Bl, B2, B4, Bfi, (B16 ) 

Rl, R2, R4, RS, (Rió) 

Primary Patterns: 

i rm sm i 
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Broken Thirds 


Groups of twelve notes. PATTERNS: Bl, B2, £¡3, B4, Bó, B12 

Rl, R2, R3, R4, Ró, Rl2 

Primary Patterns: 

i ni rnáufuj) lie « 

Also slur two measures. 


Practice in all the keys. 

IN ONE POSITION 

Practice both fingerings to cover all the positions . 



i 




ON ONE STRING 

Practice in all the keys. Eight different fingerings are given. They may all be applied to any 


































































11 

Broken Fourths, Fifths and Sixths 

FOURTHS IN ONE POSITION 

Groups of twelve notes. PATTERNS: Bl, B2, B3, B4, B6, B12 

Rl, R2, Rl R4, R6, Rl2 

Primary Patterns: 

s j mmim ) m r prhrhsi 311 

Also slur two measures. 


Practice in all thS keys . Practice each exercise first with the upper, th.en with the lower 
fingering. 
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FOURTHS ON ONE STRING 


Groups of twelve notes. PATTERNS: Bl, B2, Bl B4, Bó, B12 

Rl, R2, Rl R4, R6, R12 

Primary Patterns: 

i jmmm m rhmmrh n 


Practice in all the keys. All six of the succeeding fingerings may be applied to any string. The 
"creeping"* or ''Caterpillar" style of execution is applicable to fingerings 1), 2) and 3). 
Fingering 4) uses extensions throughout in the manner of fingered octaves. 



* "Creeping" fingering as shown in example a) should be played as illustrated in example b). While the 
fourth finger plays the a', the first finger contracts to f'. It then acts as a pivot for the shift of the hand 
and arm toward the next position. Example c) shows the use of an extensión: the third finger stretches 
up to e" while the first finger remains on b'. The third finger then acts as a pivot for the shift of the first 
finger and the hand to the second position. 

The same principie applies in descending fingerings as shown in examples d) and e); the former with con- 
tractions, the latter with extensions. 
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FIFTHS ON ONE STRING 


Groups of eight notes. PATTERNS: Bl, B2, B4, Bu 

Rl, R2, R4, RS 


Primary Patterns: 

i rm rrn » 


Practice inall the keys. This exercise can be played in three different ways: 

1) by shifting in the traditional manner. 

2) by maintaining the stretch of a fifth throughout: 



3) with "creeping" fingering. 





D 

=±=. j I =» 

l ’ . • I ♦ 


_ 0 - 



A. 



A 


IZI 
ZZ =~SL 
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SIXTHS ON ONE STRING 


Groups of eight notes. PATTERNS: Bl, B2, B4, Bs 

Rl, R2, R4, RS 


Primary Patterns: 

í jm JTTJ II ñr¿HT¿FrñnTé\\ 


Practice in all the keys. Here, too, three different ways are possible: 

1) shifting one step while maintaining the stretch of a fifth: 



2) maintaining throughout the stretch of a sixth in the manner of tenths. 

3) "creeping" fingering. 
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The Chromatic Scale 


Groups of twelve notes. Use the Acceleration Exercise (page 5) in addition to 

PATTERNS: Bl, Bl, B 3 , B4, Bó, B12 
Rl, R2, R3, R4, Ró, R12 


Primary Patterns: 

4 j i~j rh j~tj rh nt i wfmjw u Tnr^n~nTA 


Also slur two measures 0 


IN ONE POSITION 
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The exercise may be continued into higher positions. 
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THREE-OCTAVE SCALE 



Groups of nine notes. 

PATTERNS: Bl, 

B3, B'J 

Rl, 

R3, R'J 

Primary Patterns: 
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A Few Non-Traditional Scales and Arpeggios 

The scales and arpeggios in this section are intended as introductory study material for 
contemporary music. Each exercise is built from a basic interval or series of intervals 
indicated by the lower bracket and regularly repeated at a definite interval-distance shown by 
the upper bracket. The resulting non-traditional sequences provide a technical basis for an 
approach to present-day music. 


SCALES 


Groups of nine notes. PATTERNS: Bl, B3, B<) 

Rl, R3, R9 


Primary Patterns. 

§ m m ÍTZ I! ÉTÉTlh\j7TTfT7h \ ¡fufrif: 
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Groups of twelve notes. PATTERNS: Bl, B2, B3, B4, B6, B12 

Rl, R2, R 3, R4, Ró, R12 

Primary Patterns: 

i rhrhríin ; iis mmimn 

Also slur two measures . 
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Groups of nine notes. PATTERNS: Bl, Bl B<) 

Rl, R3, R'J 


Primary Patterns: 

i rn m rjj 11 


Also slur two measures. 


8 - 


3 

i ^. i # " ^ 

Li 4 ^3 

^ . 

* ° 0 .. 

I 3 

i i !>#- ^ ^ 

L b# ■ - -=1 

m 
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* ¿-= 
-p 

i — 1 

-0 
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=b±±„ 

v* L. , 

l 8 - 

Li Í*. 3 

1 

m .. , Z 
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Bowing Patterns 

The Bowing Patterns are realized by repetition. Thus, the basic two-note pattern be- 
comes etc. Each master pattern forms variants by being shifted, note 

by note, across the bar line. 

All patterns maybe started either upbow or downbow. Dots may be substituted for dashes 
and vice versa. Either may represent any kind of detached or staccato stroke, short or 
long; on or off the string. 

Apply the bowings first to the Primary Patterns which appear at the beginning of each 
exercise in Part I. Then combine them with the Rhythm Patterns to be found starting on 
page 20 of Part II. 
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ONE-NOTE BOWING PATTERNS Bl 


H V 

1 ) i 0 0 0 2 ) i i i i 

v n 



TWO-NOTE BOWING PATTERNS Bl 

2) # 0 



THREE-NOTE BOWING PATTERNS B3 



0 0 0 0 0 0 
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B4 FOUR-NOTE BOWING PATTERNS 
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FIVE-NOTE BOWING PATTERNS B5 



* Variant : 

From here on , each master pattern is followed by a variant which can form still further variants by 
being shifted, note by note , across the bar Une . 
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Bó 


SIX-NOTE BOWING PATTERNS 
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7) • 


8 ) 


9) 


(B6) 



GMC 2356 


7 




























































EIGHT-NOTE BOWING PATTERNS B8 
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11 ) 


(B12) 







SIXTEEN-NOTE BOWING PATTERNS 


Sixteen-note patterns are formed by combining patterns of smaller groups adding up to 
sixteen notes, such as a twelve- and a four-note group; two eight-note groups; a seven-, a 
six- and a three-note group, etc. These newly formed patterns may then be shifted, note 
by note, across the bar line to form still more patterns. 

Examples: 

a twelve- and four-note group: 


two eight-note groups: 


The same combination principie can also be used to form new twelve-note, nine-note, 
eight-note patterns, etc. 


B16 
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Rhythm Patterns 

The Rhythm Patterns, like the Bowings, are realized by repetition. In some instances this 
repetition is spelled out, partially or entirely, for greater clarity. A bracket r ' i is then 
used to indícate the basic pattern. 

A slur combined with a horizontal line linking two notes shows that they are to be played 

as one note. For example, J—J> indicates one note representing the time valué of five six- 
teenths. The line is to show that the pitch remains unchanged. 



Beginning with R2, the patterns in each chapter are arranged in three groups under the 
headings of a), b) and c). a) presents simple rhythms in traditional meters, b) syncopated 
rhythms and c) rhythms in irregular meters. 

The following patterns should be practiced first détaché, then legato. For legato practice 

begin by slurring the notes of the pattern only, .T73 «TT^. Then extend the slur over the en¬ 
tire measure. Where rests within the pattern prevent a legato rendition, play the pattern in 

one bow stroke, « L 

As a final step, bowing and rhythm patterns should be combined as illustrated in the last 
two examples in the preface. 

NOTE: It may be advisable to begin the rhythm patterns on open strings before applying these patterns 
to the scales, noting those that are troublesome for additional attention. 
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ONE-NOTE RHYTHM PATTERNS 


Every sequence of equal notes represents a one-note rhythm pattern, to be defined as the 
repetition of a single note, or of a note and a rest: 


1 ) 2 ) 

J J J J III J> 



All Primary Patterns inPart I belongto this category. There is no needfor further examples 
except for afterbeats and syncopations like these: 



8 ) 9 ) 10 ) 

? J) ? J) ? J) I ? J* 7 ? 7 ^ 7 II 7 - 7 - 7 - 
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R2 TWO-NOTE RHYTHM PATTERNS 

1) 2)_ 3) 4)_ 5) 6) 

*) i© n i >777i ? * > ii mi S7.n ? i n n i 


7) 8) 9) 10) 

ÍT ii ni ii n i n. n 


1) 2) 3) 4) 5) 2 against 3 

b> i j_j\i. i j ? ji i nj ii ? ij-jn.-j-i ii j j 

* rnirí 


i) 

c)S J. 


5) 

i J 


9) 

?6 J 


2) 3) 4) 

J II J J. I! J J> II J> J II 

6) 7) 8) 

J. IIJ. J II J IIJ JU II 

10 ) 11 ) 12 ) 

Jí II J. > II J> J II J» J- II 


¿2 
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THREE-NOTE RHYTHM PATTERNS R3 



1) 


2) 

3) 

4) 

5) 

1- 

-3- -*] 

6) 

1--3-1 

a ) Id) 

j n i 

i m 

«m ii m i r 

"ni 

m i 


7) 


8) 

9) 

10) 


11) 


12) 


J. Jr 3 II 

m i 

ii n 

n lie rr 

"3 II 7 

J. 3 

ii m .« 

1) 

f _-_ 

—, 


2) 


3) 




*•)! í 

3 —- 1 

m 


II 4 

.m 

II J 

? > ? > 1J 

? } ? > ii 

4) 



5) 


6) 


7) 



r 


II J. 

n 

ii nr 


II? J 

/J. J. 3 II 

8) 3 against 2 

9) 3 against 4 

.Q 






t J 

i 

J j' IIIJ J 

I 1 1 1 

i 

j 

ii 





♦ r_ 

rr i 

3 — * 1—— a 

> 4 

4 


■ h 

-3-i 






i) 


2) 

3) 


4) 

5) 

6) 

7) 

c ) i J. 

n 

i n 

J. II i> J 

. J> II J J J> II J 

J>J II 

n j. 

ii j. n i 

8) 


9) 

10) 


11) 

12) 

1- 

i 


ñ J 

ll J 

n ii j 

ni 

i n.j 

11 7 

J> J JüJ J> J JU-J) II 

13) 


14) 

15) 


16) 



17) 


u j « j. j j n j. j. J> u j j J J 4U i J> Ji 
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R4 FOUR-NOTE RHYTHM PATTERNS 


<) i /T731 zn i rm »jm i rw u /m i n~n 


S) 9) 10) 11) 12) 13) 14) 

I—3—| I—3—| I—3—) i—3—i __ 

rm. ni® rw i m « rm i jki ii rrñ i jtjj 


zm.. i 


b> i ri-rfi ii n_m « n~r~n i rxrn 


n.s~n i?/] n~nn 


fnsru n j_j>j j j> ii j»j j jij ii ja ají ii 


15) 4 against 3 


j> 7 j> i a ii j_n.-jn. j ni j j j j 
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1 ) 2 ) 


3) 


4) 5) 


(R4) 


JTJIIJ>J Jllí /TTJ-IJ/TJZU IJ JT 3 IIJ 1 J 


6 ) 


7) 


16 


ffji ii sm 


8 ) 


9) 


10 ) 


11 ) 


12 ) 


i j j>ij j ii j j i^j ii j. : n j iu ; mu j m j i 


13) 14) 

n i j. í j. 


15) 


i i l i, 3 + 2 + 3 . . __ . . 

J. : J J> II 8 J. : JT 1 i J. 


FIVE-NOTE RHYTHM PATTERNS 


R5 


1) 2) 3) 4) 5) 

a ) l J j j j j ii j j j J J II 73 j Ti II S J. d J. d i J. # j. #« 


6) 7) 8) 

7T3II ffa 71 II J mi 


9) 


10 ) 


11 ) 


12 ) 


13) 


8® Tiran ral III 71 771II 771 71 II 71 773 


14) 15) 16) 

rh n i jt 3 ffi ii rn n 
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3 ) 


(Rí) 1 ) 2 )_ 

b> i, ? ¡ hi. 


«i n.n n 


7) 5 against 2 


/].-/! n i n-nm ii jn-nsi 


■) f 6 /mi ii rrm ii nm«m n « rrau mi 


ijimimn 


i n i/T 3 1 • j 3 ii r~n \n ifnin 


m i n ii m \i n i n i \ m «n \ m 
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COCO 


SIX-NOTE RHYTHM PATTERNS R6 





27) 28) 29) 30) 

m mwm m\\ m m i m m i 


31) 32) 

m ? /n i m ? m 
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(Ró) 1 ) 2 )_ 

b) 1 ? /T3 JTT3 II JÜ-.T73 JT3 'jlLTT^ JT3II 


3 ) 4 ) 

n-mr^ n /j 3-n. 


5) 


0 - 0 s 9 — 9 9 0 


6 ) 


7) 


8 ) 


i n-rj-n n. ii n_n n.m i nsrnj~ñ 


9 ) 10 ) 

n nsi-n. n 


i) 


2 ) 


3) 


4) 


c> i jttttt n j n j j j ii j - j ti j j i j j j ti j 


5) 6) 7) 8) 

« jtj m ii m rr^i ii jm n ii 


9 ) 10 ) ID 12 ) 

n rm « j fm j «^ j ti j ii n j 


TI 


13) 


14) 


15) 


16) 


2j j>irrn imu jt ii;>j j>jj~n ii j )inn 


17) 


18) 


19) 


mu n ii j mnih rniwm 


20 ) 


21 ) 


22 ) 


ai f ± m;j j'ijj>iij;j i>:rr] jj i>n 


23) 


24) 


m '• n :j 
#• # # . #® # • 


n •• m 
#• « : «• • # 


¿s 
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SEVEN-NOTE RHYTHM PATTERNS R7 


1) 2) 3) 4) 5) 

a >f msww jmfn i in .raí fnswh mjww 


" 8) 9) 

m rm n rm. m n j mm n mmi « 


10) 11) 12) 13) 14) 

isj jh ii jmjfnrhfmw jjnrn ii rñxmii 


15) 16) 17) 18) 19) 20) 

r 3 ~i r 3 n r 3 ~i r 3 ~i i~ 3 n r 3 ~i _ _ 

i J .ffijjl II J73J J72 II J13.&J II J J’jJSS II J7JJJJ j IIJJJJJ JJII 


1 ) 2 ) 

■>> i rmn i ‘u/m rn 

3) 4) 5) 

t n m n. n rrm n n jttttti ii 


6) 7) 

i nji^n. m n /nriryn n 


8) 7 against 2 9) 7 against 3 
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(R7) 1) 2) 3) 4) 

c> i m rm i rm m ii rm m n rm m 


5) 6) 7) 8) 

jtj rm ii m rm n m j> m\\ n 


9) 


10 ) 


11 ) 


12 ) 


ii rn rmw rmm wrrrrmw 


13) 14) 15) 16) 

i rm m n rn rm i n m n n rm m n 


17) 


18 ) 


19) 


m rm inm n n 4 L rm m * >ji 


20 ) 


21 ) 


22 ) 


23) 


2 + 3 + 3 
8 


n íj y-rn\\y\rn\rmn\r\m\\m n j>ii 


24) 


25) 


26 ) 


3 + 2 + 3 


nu\ru imuu n 


• • 
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cm**t ^3- cooo c\í**t 


EIGHT-NOTE RHYTHM PATTERNS R8 


rm. i rm rm. i rm. 


* j j 


rm. 


sm rm. i rm. nn i nr. rm i rm j~ m 


frn ii rm j j rj ¡ mn rm 


JTT3 


mn. ii m rm j 


mn 


rm 


23) 24) 25) 26) 

i—3—| |—3—i r 3 ~i r~ 3 ~i [— 3 ~i _ _ r~3 i 

mm ii rm rrr ii mm i rm /ft] 


5 3 


J—jp «J« J JJI! J J J J JJJÜ1 IIJJJJ ] m i rn jss n mm 
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2) 


(R8) 


1 ) 


■>) 3 i J n ffn I > ? J /I JTñ I J> II 7 


OT m_n ii n jtj /m n /i_jto ¡ 


ii ms~n m 


'nn-fi. ¡m n rm.-n rm ii 


1) 2) 3) 

o § n j j j j j'"j ii j j-j j ii r'TJXj 


4) 5) 6) 

j. i jj j. i n « n j. 3 j. 3 j. 3 ii jffn rni 


7 j j j j r?&\m .ran ¡".mxi m 


10 ) 11 ) 12 ) 

s j j j j i~m ii j~tth m i rm mn 


13) 14) 15) 

jm rm. n n j j j jttj ii jttj m 


16 ) 


17) 


18) 


2 + 3+3 
8 


xmrniinrrjrxii/TiJ > m 


19) 


20 ) 


21 ) 


3 + 2 + 3 


pmnrnininrnii/m j jtj 
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4^ro £s*co 


NINE-NOTE RHYTHM PATTERNS R9 


') § m m m 11 m m m n m m m 


m j nm u j n n j m n } m m 


m jt 3 m ii sn m m i j n 


m j nwn m n=n i m n rh 


m 


m ii rm nm 


n 


n 
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( R9') 1) 2) 3) 

b) § m m m i m m m n m m m 


m mm i m m m w m mm 


t mn n rm n jamn m m ajjii 


:)§ rrrrmw frmm n ffnnrñ 


rj 


J J J J J II JJ JJJ J J J J 


mn rm 


m 


m 


rrrr rm 


JTTJ 


JTT 3 


2+3 + 3 


mimurm i mmm n nimm 


rñimim u i m 


m\m\m\m\n\rm iiminim 
• • • • • • 


min ir: j j 


mm 
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TWELVE-NOTE RHYTHM PATTERNS Rl2 


1) 2) 3) 

nnmnmi mnnm n nmmn n 

4) 5) 6) 

nmnuh\rhnmth II /T]/fj II 

7) 8) 9) 

n rh rh jw i j n rh nwri \mmrhn j i 

10 ) 11 ) 12 ) 

j mmrhn iij rhnmn\mm¡ rhn n 

13) 14) 15) 

j n rwnww nmiwn j n j m\ 

16) 17) 18) 

j mnrm iij rmrhjm ii rhrm j m « 

19) 20) 21) 

j rh JT3 Hfn ii njfi rh j m i jtd j jti h 

22) 23) 24) 

j /ti OTSJ i j ¡mmi rh ii rmmi rh j n 

25) 26) 27) 

jij .hjsotij tósrj rj1 r3 mmn j n 
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£»ro 


(R12) 28) 29) 30) 

J J J J J J • • • J J J ijjjjjjjjjrn ii fTfn jjjj'jtj 


31) 


32) 


33) 


7 5 10 10 _ 

mrmmmn jjjjjjjjtjii jjjjjjjjjjj - : 


34) 

i 

j mm 


35) 


W W J 


jjjjjjjjjjjJ 


36) 37) 38) 

2 j-j «ra ii OT3 r] /OT5 ii nmm n n 

39) 40) 41) 

n mmrm i mmn rm wrmmmnw 


44) 


J J J J J J J J 


42) 43) 

3 _______ 3 

J J J J J J J J II J J J J J * J w 

45) 46) 47) 

JT] J II J J~J 1 IIJ JTJ 

48) 49) 50) 

n i nmn nm 

51) 52) 53) 

rh jmmn n nmrmrh ii smni jm 

54) 55) 56) 

Hmfhrm iij rmmrmu mmm n 

5? ) 58) 59) 7 

jjjJjjjj /Tñ i jra j jjjJj j"j ii sn jjjJJJjJ i 
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Note: The preceding patterns can be varied by substituting dotted notes; 

!—3—i r -6- 


( 202 ) 


j J J J JTJTJJ can be played J J. J J J ~"3 


I- 0 -1 


J J «^T3 J J J J J J can be played fj. .F37^7^3. 


1) 2) 3) 

b ) 4 J J J J 7TT3 J J J J IIJJJ ij j j j «n*! j j i jjjjjjjJJJjj i 


4) 5) 6) 

JTT3 II JTfTTTTnTf^ II /tji/TTJTTñll 


> > 


7) 8) 9) 

00000#*0*#s»a 00 0000000000a .i 


4 

4 


i°) ii) 

3 3 3 3 


12 ) 


m m m jtjii jtj m jtj jtjii jtj/tj rn mi 


13) 14) 15) 

mmmmimmmmi mjrjmmii 

> > > > > > > > 

16) 17) 18) 

mmrnmw rnrnmmw mmmm\ 


1) 2) 3) 

3 3 


:)§ n T3 n m TT¿ IIJ Ti Jn /ñ JSII J J-dJ J-jrfttt 1 


4) 


J J #3 0 0 0 0 0 3 


5) 


6 ) 


7) 




8 ) 


im. 


9) 10) 

Jüd njTnjD. 


• «•« J 0 • 0 0.0 
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Rl6 SIXTEEN-NOTE RHYTHM PATTERNS 


») t !n fm rm j j j 6 j jj ii jtjttj fm m n i 

n fm jrrm Fm II fm fm f~l J J J J J JII 

!n n jm 11 n n i 

n jTfijffism n ii fm n fmyyHn i 

9) 5 10) 6 

n rh nm¿¿¿¿¿¿ 11 j jjjjj nmrh n i 

11 ) 12 ) 

rh n mm rrm ii nm n rh rrfmw 

13) 14) 3 

J J J J J J J J II J J J J J J J J II 

15) ^ 16) 3 

m rm y ft¡ ym j i fm F¥ñ y&ñ j m ii 

17) 18) 

j Fm Fm j j j j m ii j j j j j j j fm Fm j i 

19) 20) 

fm j j j j j j j :m j ii Fm j j j j j j j j jm i 
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¿*<co 


21 ) 


22 ) 


(R 16 ) 


j m frm j j j j j 


TffñFTmm j 


m JT3T3 J 




JSB5 mmmm II mm/TfimHI IImm JWT13WB 


D CU 

J"~J jjJJJJ*?35«hüd 1 JüdJiJd OTr3 IIJOT jttzJttz n 


n & 


###j j 


m 


i .#### 


JJ] IIJT3 


mi m 


mi 
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(Rió) 1 ) 2 ) 

b) i mi mi mi r ?ti ii mi mi mi miw 

> > > > > > > 

hm mi mi mi 11 mi mi mi mi 11 

> > > > > > > > 

5 ) 6 ) 

mi mi mi mi n mi mi mi rm n 

* > > > > > > > 

c> i h n mi mi mi n n mi rj mi mi i 

Vh rh rh rn mi n n ni rh mi mi ii 

5) 3 3 6 0 6 

j n rh mi mm i mm rh n j ¡tu ii 





16 ) 

wnrm 
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Preface 


The second volume of Contemporary Violin Technique deais with double and múltiple stops by way of scale and 
arpeggio exercises. Together, the two volumes are intended to serve as efficient tools for building a technique to master the 
violin repertoire of the past and present. 

In the first (scale) part of this volume, most exercises are written in C but contain the note “Practice in all keys.” In 
many exercises, where crucial technical problems are at stake (such as scales in thirds, sixths, octaves, etc.) it is important to 
follow this instruction conscientiously. In other exercises, though, a smaller number of keys might meet an individual’s need. 
However, those who want to get the máximum benefit from this book are warned against limiting themselves to the written 
key alone. By so doing they will severely handicap a balanced growth of their technique. 

Where altérnate fingerings are given, above and below the notes, care must be taken not to interchange them. Both 
should be practiced and new ones may be devised. 

As in the first volume, the notes are printed as unstemmed heads to facilítate the use of bowing and rhythm variants. 

Double stops, by their nature, require fewer bowing and rhythm patterns than do the single stop exercises of the first 
volume. However, the introduction of a few patterns is highly beneficial, once the exercise is mastered in its simplest form. The 
patterns add a new dimensión of technical challenge and besides minimize the danger of mechanical, unthinking repetition, 
which is the chief cause of wasteful and inefficient practice habits. 

The exercises are arranged in groups of either 6, 8, 9, or 12 notes. In order to avoid needless repetition within the text, 
the basic Bowing (B) and Rhythm (R) patterns for each of these categories are listed here: 


Groups of 6 notes: 

B Q £3 A iJTljTJ || 

* nw n. wí^wfnwmwm « 

Groups of 8 notes: 

b rrn jttj h jttj si tí n 

r ni r\. i nh \\ÉT} H j~m. ii n~n h 

Groups of 9 notes: 

«j gjTjjT Jn « 

r n% fn ii m n m n m mm y 

Groups of 12 notes: 

nr) íTñ « 

«r^iiJTJiinii/i.iirrajraiiXT] mu 




For further variants see Part II (Bowing and Rhythm Patterns) of Volume 1 of Contemporary Violin Technique. The following 
examples, as listed in Bowing and Rhythm Patterns , are all theoretically applicable in this volume of double stop exercises. 

Bl, B2¿ B3, B6 
Groups of 6: Rl, R2, R3, R6 

Bl, B2, B4, B8 
Groups of 8: Rl, R2, R4, R8 

Bl, B3, B9 
Groups of 9: Rl. R3, R9 

Bl, B2, B3, B4, B6, B12 
Groups of 12: Rl, R2, R3, R4, R6, R12 

In practice, however, only the simpler of these patterns will generally be found useful; and the teacher or advanced player will 
have to select ones that are suitable for a given situation. 

The exercises, though generally on a rather high level of difficulty, need not be forbidding to the less advanced player 
provided one approaches them by preparatory steps. One such step is to sepárate the notes of the double stops before playing 
them together (the first exercise of the book will serve as an illustration): 



Another approach is to practice a small section of an exercise first on one string, then on the other: 



Following this procedure, one should finger the double stops as written, but bow only one string at a time. This method is 
especially helpful in discovering the causes of poor intonation and in detecting flaws in shifting technique. 

Finally, all exercises can be played in continuous alternation of the strings, be it slurred or detached, starting from 
either below (ex. 1) or above (ex. 2) or in the triplet versions of exs. 3 and 4: 

ex. 1 ex. 2 ex. 3 ex. 4 


3 3 _ 41 1 3 1 



The gratifying reception accorded the first volume of Contemporary Violin Technique encourages us to believe that 
this second volume will also be useful to teachers, students and advanced performers of the violin. 

Ivan Galamian 
Frederick Neumann 
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Table of Symbols 

Symbol 

Definition 

I, II, III, etc. 

lst, 2nd, 3rd Position, etc. 

D 

A E 

Designation of strings; 

G 

D A 

a single letter stands for the upper string. 

DI 


Stay on the same strings. 

G , 



1 - 


- Continué with the same finger(s). 

1 

i 


i 

1_— 


> 

Keep the finger(s) down. 

or 


-1 

h- 

— 

Reach up. 

— 

-H 

Reach down. 


vi 
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I. THIRDS 
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I/A/2 
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1/ D 

D. Chromatic Major Thirds 

Groups of 12 notes 
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6 

I/F 

F. Alternating Thirds With Open Strings 

Groups of 8 notes 

Four different fingerings are given. Each may be applied to the whole exercise. 
Practice in C, F, G and D major and their relative harmonio minors. 










































II. SIXTHS 


A. Diatonic Consecutive Sixths 


Groups of 12 notes 

Practice in all keys. 



Practice the preceding exercise also with the following fingerings: 



niur i 9.gfí9 






































































Although the ahove fingerings are usable for all Ihe keys, other fingerings are better adapted 
to the needs of any specific key because they avoid the obligue movement of fingers from one 
string to the next and thereby result in a clearer articulation. The principie is demonstrated 
in the following three major and three minor keys and may be applied in analogy to all others. 


2 4 2 


4 2 a 
- \ 3 
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Chromatic major sixths on two strings (six different fingerings) 
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D. Whole Tone Sea les 

Groups oí 8 notes 




nr ■ iií rLXi 


>«—if>l 17 




>f LÉif 


»«r jri 


iir 


JKV 


F. Alternating Sixths with Open Strings 

Groups of 8 notes 

Practice in C, F, G, and D major and their relative harmonic minors; six fingerings are given and each may 
be applied to the entire exercise. 
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III. OCTAVES 


A. Diatonic Consecutive Octaves 

Groups of 12 notes 



A 
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o 


1 segue 


2 i 2 j segwe 
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IV. TENTHS 


A. Diatonic Consecutive Tenths 

Groups of 12 notes 
Practice in all keys. 



1,2562 
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IV/C 

C. Chromatic Minor and Major Tenths 

Groups oí 12 notes 
j? only 



i 

i gt 


- # i> ^ «i?» ^-r 



m .Lü __-_ 

ií- ___ H— ___o_ l 

- TT ^ u • w^rw 

7 gtf, 

fm v* i 

9 'I__ 

- ■■ H ü - 1 


V * 

___ J 

___u _ LL_ ^ u m i 



( 5 )’ 

A 3 \ , 

Milita r.,-. .-'-*—>•*- i. 

y 

■ l um ié— ~ i ^ ^ vm * i i r 


. %é 

^ W i 1 ^ w w ' ” Si | L 1 

L i ü: * UM K¿ 


flTl + v* 

"_i_ 

J__!Z«_! 

ÜM V*^ V *1 

m 

^ .—■- --- - --- — mxl . L-T w .-. r 

/±\ 





D . Tenths and Octaves Comhined 


Groups of 12 notes Practice in all keys 
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V. FOURTHS 


A. Diatonic Consecutive Fourths 


Practice in all keys and on the other strings. 
Groups of 12 notes 




1.2562. 


oo 
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VI. FIFTHS 


A. Diatonic Consecutive Fifths 
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VII. UNISONS 
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A. Diatonic Consecutive Unisons 

Groups of 12 notes 

Practice in several keys. 



B. Unisons in Disjunct Motion 


Groups of 12 notes 

Practice in several keys. 



VIII. SEVENTHS 

A. Diatonic Consecutive Sevenths 


Groups of 8 notes 
Practice in several keys. 


A 

D 

3 

1 


3 

1 

-4b- 


E 

A 

3 

1 


8 - 




" 1 4 2 
2 1 


4 

2 


4 

2 


4 

2 






C 

o 4 3 

1 2 1 

4 3 3 J 

2 11 E 

A A 

1 

1 3 

1 

n - 

2 

2 

-o-*-i-^ * ----- 

2 2 4 4 

A 2 2 i 

D 2 


D 






B. Sevenths 

in Disjunct 

Motion 



4 

Groups of 8 notes 




4 

4 4 4 2 

5 o 2 ^ 

. i i 

i 4 4 

i 2 2 

—jp- ■"# m . m — 

3 

1 

4 4 

l m • 

2 

2 

2 z ^ JL 

, * . * * # * T - 

1 4».» *. = 

# i * # H 

A 

—#-0^ 

# # * 


E 

A 


D 


3 3 

i- 1 




3 o 

j 3 segue 


A 

D 


D 

G 


. W 
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IX. DOUBLE HARMONIOS 


A. Scales in Thirds 

Groups of 8 notes 




































X. TRIPLE STOPS 

A. Diatonic Triple Stops in Consecutive Motion 


25 


Groups of 12 notes 
Practice in all keys. 
Sample bowing patterns: 

1 2 


/-n 
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I. OCTAVES 

(Paralleí and Fingered) 
A. Major, Minor and Diminished Triads 


Groups of 12 notes 

Note: In the upper fingering of this exercise as well as in all of the parallel - octave exercises , 
the third finger may be substituted for the fourth. 



* For this and the other minor arpeggios the following alternalive lower fingerings may be applied : 
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I/B 

B. Augmented Triads 


Groups of 12 notes 



D. Dominant Sevenths and Inversions 

Groups of 12 notes 


HP 



O 
















































































I 



XA M -o-i-=—O— o c o V —=— 1 — 7} - "a ?-i-=—O—i— o *r O —a—i—O-i-a—i-i—a—i—*—*—=—^—o- 

tJ i 2 1 i 2 2 i 12 o 1 1 1 2 2 2 1 1 1 1 1 1 2 1 1 
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II. VARIOUS INTERVALS 


A. Triads in Sixths and Fifths 


Groups of 12 notes 
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II/B 

B. Triads in Thirds and Fourths 


Groups of 12 notes 
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II /D 

D. Augmented Triads in Sixths 
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n/F 

F. Dominant Sevenths in Sixths and Sevenths 
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III/B 

B. Diminished Sevenths 


Groups of 8 notes 
(Bowing pattems as above) 



C. Fourth Chords 


Groups of 8 notes 
(Bowing pattems as above ) 


1 

2 

3 


£ 

1 segue 
3 


1 segue 

5 L 























































































































































